


T H ll S ] & N O T beginning of a term in order to anticipate an 


- extrapolation, designating the prolongation of a 

A D R I L L trajectory, and evoking what comes next. It alludes 
to a canon only by exceeding it, and if it points 

NICK LAND towards nothing (yet) the operation is all the clearer. 
(Clearance, as already noted, is the point.) 

The trajectory is not itself controversial. It is, in fact, 

the colloquial history of modern art, apprehended 
in its least controversial configuration. Propelled by 
the directives of abstraction, conceptualism, and 
minimalism, it accelerates through a succession of 
renunciations or liberations, discarding accumulated 














a There's an inside joke among editors, directed at craft convention, representational obligation, 
young journalists earnestly reporting upon disasters significant form, sensible stimulus, and even the final 
; from which “the residents were evacuated.” markers of attenuated psychological attachment. 
a Einarsson clearly gets it. ' It is a path whose ultimate destination begins to 
: condense, implicitly, and eventually with shocking 
2 SIGHT CLEARANCE suddenness, as a consummate emptiness, where 
a How long would it take to get everybody out of pure contemplation and voided sensation are united, 
3 here? That's the question, gently formulated. The in a terminal desert at the end of art. Retrospectively, 
: rougher stuff (“What would it take to clear this it can appear as if this desolation has been 
ii place?”?) can be passed over for now. controlling everything, from the beginning. It was ) 
a The required answer is an approximation, necessary to be clear. 
‘ conforming to flexible procedures, variable If summarized incautiously, correctly-phased | 
7 conditions, and functionally interchangeable aesthetic contraction looks something like a ‘ 
. social parts.? It is realistic, rather than delicately condition of social and institutional possibility 
; sophisticated, or exact. As an empirical variable, it for inclusion in the history of modern and f 
0 has contingency, or surprise value. Expressed as a contemporary art. On the main conveyor, the 4 
4 11% a quantity of basic (first-order) time, in numbers and elimination of sensible and then logical content | 
| units of measure, it has no significance beyond the conforms to an imperative, appropriately rewarded i 
process it anticipates. It cannot be interrogated with a permit, granting the right to command i 
r for symbolic depths. Yet even at its limit, where it visibility. ° The conspicuous irony played out in 
: 1. Untitecl T E E estes 20 means nothing at all beyond what it does, this socio-historical machinery of sensation and 
a 2 Ea erae ter na it calculates differences between life and senselessness overspills our micro-economy 
o Papper Fog Generates) Unie iio death. It monitors the traffic of survival,‘ of attention. All that matters here is that it 
. (Tear Gas Canisters), 2012. considered coldly, as a modal hypothesis. establishes an infrastructural display procedure, or 
A - perae aria i, Arriving at the work of Gardar Eide objectification program. 
a 5 Assumed in Einarsson’s work, and in this essay, are Einarsson from the history of art is less That Einarsson’s work simulates this program, 
L tania vw Crue —— informative than arriving from the street, therefore, says little more than that it is available. 
a and Félix Guattari, and especially Michel Foucault, or space of quotidian flows, but it offers It finds its place, where meetings can occur, 
| oa ie cr ien en e a preparation of sorts. In particular, the through the systematic employment of precise, 
organizes the way things are allowed to be part of the aesthetic category of Post-Minimalism coded gestures, which combine to access social 
2 en establishes expectations that amount to reality under definitely pertaining institutional 
~ an evacuation readiness, and these can be conditions. In this sense, the competent emulation 
worked, before dismantling them methodically, in of ‘Post-Minimalism’ is an effective route to security 
stages. clearance. We see what has to be seen, since 
| Is Einarsson a ‘Post-Minimalist’ in some positive, otherwise it would have been impermissible that it 
e categorical sense? That depends on the game one be seen. There would be nothing to see here, had it 
: is playing, and thus the rules one is following. In any not been cleared for display. 
case, our pursuit is quite different. When excavated Encountering power on this path should dispel 
from considerations of artistic taxonomy — re- the temptations of romanticism. Heroic tales of 
activated—the ‘post-’ prefix performs an intrinsic censorship bypassed, or overcome, with their 
Untitled (Residue), 2011 operation of time-reversal. It attaches to the attendant political histrionics, have no relevance 
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We know~a priori—that clearance must have been 
successfully obtained, given only that the object is 
actually on display. Its non-signifying signs of passage, 
therefore, constitute an aesthetic prolegomenon to 
any possible staged encounter with the phenomenon 
of social control, in advance of political thematization. 
Whatever follows has to first take place. 

7 This sequence would most obviously include The 
Meaning of Limited War, 2010; Untitled (Family Crest), 
2008; and Untitled (No Collaboration), 2008. Other 
formally associated works, such as No Clearance in 
Niche, 2008; and Hate Monger, 2010, are connectors, 
or nodes of ramification, linking it to other, distinct 
sequences. 

8 Einarsson’s favored 213x183cm dimensions also 
regiment works outside the Stainless Steel (Fine) 
series, such as Untitled (No Collaboration), 2008; The 
Meaning of Limited War, 2010, opening a supplemen- 
tary domain of cross-coding, linkage, and emphatic 
standardization that points outwards, into installation 
space. 

9 Within the traditional discourse of critical philosophy, 

a ‘transcendental prolegomenon’ is no more than a 
meaningless terminological collision. For a realist or 
power-sensitive social analysis, in contrast, it is the 
pre-original structure of access to the world. 

10 This selective attention, directed towards the exhibi- 
tion, necessarily risks an undue simplification of the 
aesthetic objectification process, with its links and 
loops through micro-social networks, public and pri- 
vate collections, and varied media (from tweets to TV 
shows). Nevertheless, when installed work has special 
prominence — as in Einarsson’s case — the primacy of 
the gallery exhibition is reinforced. 

11 Does the show not celebrate ‘the artist’? 

Unmistakably, informally credentialed artists are 

attributed prominent functions, and ascribed special 

competences, but it is the work that must work. The 
name of the artist, as artist, designates the elabo- 
rately constructed unity of an oeuvre: packaged into 

a singular term that is available for re-distribution, as 

a subject answerable for a set of objects, as a nexus 

of creative continuity, as a signature, and as a brand- 

ing or promotional device. Under modern conditions, 
the initial permission to appear — subjectivized as 

‘success’ - cannot be allocated by the artist, unless 

first extracted from the work. (It is doubtful whether 

any of this is seriously controversial, least of all among 
artists themselves.) 


to this account. No one is 
stamping on a human face 
forever. No repression is involved, 
at any stage. Instead, standard 
procedures are professionally 
respected, in the same way a 
hacker ‘respects’ a well-crafted 
firewall. In order to get through, 
certain determinable steps are 
required, which must be executed 
within acceptable tolerances. 
‘Afterwards’ the event is cleared 
to go forwards, to meet less 
predictable tests. 

If we no longer ask what 
it means, we can begin 
to isolate its means, now 
recognized as indispensable 
(or ‘transcendental’) display 
features. A certain aesthetic 
performance has been softly 
and anonymously demanded, 
in advance, without drama, but 
with absolute compulsion. The 
response constitutes a preliminary 
methodical solution, ć functioning 
as a pass-key to objectivity, or an 
abstract door. 

At this level of primary passage, 
or institutional access, Einarsson 
works with numerous threads of 
modern art's contemporary legacy, 
extracting from each a consistent 
nano-economic principle of 


austerity, or aesthetic least action—formal discipline, 
chromatic restraint, and pared-back modes of finding 
(through recording, reproduction, and scavenging 
of common images and apparatus). Through 
economizations, or subtractions, these pieces 
tighten their reflexivity, examine their own protocols 
of emergence, and overtly do what they are told, 
exhibiting a simultaneous super-competence and 
hyper-compliance that betrays socio-historical 
inevitability. This is how they have to be, denuded, 
stripped, minimized, and cleared to be seen. 
Considering (as we will) what Einarsson ultimately 
reaches, the intrinsic accomplishment of his works 
threatens to divert, or distract. Caligula (Incitatus) 
(2010) provides one especially striking — even 
blinding— example. Apprehended in isolation, 
and then as a dense complex of referential signs, 
it is a work that seizes attention through formal 
achievement, oeuvre consolidation, and art- 


historical evocation. Topically precise, geometrically 
reduced, and chromatically emptied, it foregrounds 


a radical aesthetic economy, further emphasized 
by vertical drip-lines and specks that suggest a 
fake carelessness (an economy of craft or time). 
Color-drained down to blackness, the figure is 
pure composition, arresting, and exquisite. Its 
simple forms incite visions of the abyss: a hideous 
carpentry, streaks of blood-drool, unseen horrors. 
These features are also signature decisions, 
integrating it with an informal sequence of stark, 
drip-tainted Einarsson abstracts, ’ and still further, 
marks that lock it into intense communication with 
a recognized modernist heritage (from cubism to 
action painting), then, through these, back into the 
canon of classical portraiture. 

An alternative candidate for the main sequence 
of Einarsson ‘fine art’ pass-keys is presented by 
the Stainless Steel (Fine) series—near-featureless 
‘images’ of metal plates simulated in acrylic paint, 
and uniformly sized.® Although ghostly drifts of 
subtle tonal variation allow for the persistence 
of surreptitious aestheticism, these works click 
precisely into the post-minimalist trajectory, in 
smooth compliance with its law of annihilation. 
They not only emulate the evacuated picture- 
plane of omega-phase abstract expressionist 
and minimalist surfaces, but—by arriving at this 
desolation convergently, through an arduous 
representational discipline —they introduce a 
corrosive ironic distance (reinforced by reference 
to the ‘found’ property of stainlessness, now re- 


coded as an elegant parody of the modernist flight 


into purity). The Stainless Steel (Fine) paintings are 
sense-scrubbed, standardized simulacra, in which 


the perfection and rejection of representation have 


become indistinguishable. The end of art history 
is found erased on a fake metal sheet. Its come to 
this (by an unexpected route). 

Yet none of this is the point. It is merely pass- 
coding, admission criterion, or transcendental 
prolegomenon.’ ‘Post-Minimalism’ describes 
nothing beyond a clearance procedure, enabling 
definite events to take place. These events are 
primarily’? exhibitions, or shows—socially-specitic 
celebrations of objectivity''— each of which is 
designated by a proper name and unique space- 
time coordinates, fixing an occurrence. 


THE SPACE PROGRAM 


What is shown in the show? If the Einarsson 
singularity is to be tracked to its zone of impact, 
everything momentarily hinges upon this question, 


and the avoidance of a convenient misstep in 
regards to it, in order to pass effectively from the 
aesthetic to the real, where the process completes 
itself. What the show as an institution, and thus as 
a rehearsed non-disturbance, has been trained for 
is the parting or take away that conspires with its 
own programmatic disappearance into the work. 
According to this firmly consolidated model, the 


show is nothing in the end, or nothing that matters, 


except a self-suppressing function of exhibition, in 
which everything works for the work. By exposing 
visitors to the work with a minimum of occasional 
remainder— or occurrence residue —the show 
quietly demonstrates its efficiency, producing a 


surplus of discreet professional accomplishment for 


institutional distribution. ' 

It is the show that abolishes itself most 
unreservedly into the work that shows the work 
most respectfully, and in doing so serves art 
most impeccably, whilst smoothly reproducing 
an immaculate (or stainless) institutional function. 
This is the most general tendency of modernist 
abstraction, approached from the other side: an 
obliteration of content, conceived as positive 
indifference, from the perspective of display 
machinery that can equally do ‘anything’. 
Abstraction as a property of the work is secondary 
to abstraction as a general capability, attributable 


119 to a determinable, socially-instantiated art 


processor. In this regard, the evacuation of content 
productively tests —and thus extends—what the 
‘art world’ can do. Residual content’? muddies the 
modernist main-current, by distracting from its 


priority message: art is a social process (satisfied by 


whatever passes through the machine). 


12 Both sides of this properly-functioning exhibition pro- 
cedure are well-represented by the exhibition catalog, 
which translates the show into a list of works, whilst 
itself constituting an item (accomplishment) in an 
institutional resume. Insofar as the catalog succeeds 
in transferring the singularity of the show to the work 
shown, bracketing the occurrence, the event as such 
is emptied and takes the form of a generic capability, 
readied for successive redeployment. 

13 The conspicuous annihilation of content — minimalism 
in its strict sense — is not exclusively required by the 
modernist program. On the contrary, by indicating a 
preferred (minimal) content, such forms of extreme 
abstraction can interfere with the principal directive. 
Content need not be nothing, or next to nothing, 
it need only count for nothing, in other words: be 
anything. 

14 Don't believe anything you hear, 2010 

15 Tokyo Underworld, 2006; Untitled (National Aryan 
Front), 2007; Our Rival The Rascal series (Silver 1, 2, 
and 3), 2008-2009; Drug Lord, 2010; Hate Monger, 
2010 

16 “Discourses, Institutions, Buildings, Laws, Police 
Measures, Philosophical Propositions, and So On”, 
solo exhibition at STANDARD (OSLO), 2011 


One reaction to this efficient destiny 
is artistic self-reference, self-subversion, 
or ‘deconstruction’ —a super-abundantly 
exemplified and commented topic which 
need not concern us here. Whether 
innocent, cynical, or melancholic, the 
horizons of aesthetic reflexivity are virtually 
enveloped by an implacable mechanism 
of ‘recuperation’, as pre-programmed by 
institutional modernization (or general 
display capability). Such concerns are 
incidental to Einarsson's space program, 
where they figure typically as marginal 
amusements. 

On Einarsson’s path, aesthetic content 
has already been destroyed, recycled, 
stripped out, and trawled from the void. 
The earnest art-message has undergone at 





Cop Butt, 2008 


least a century of obsolescence, processed from the | 
other side, and all remaining declarations— unless 
relayed in jest—are no more than the stammering | 
of fools. Einarsson junks them into a Cretan i 
paradox, '* and moves on. | 

Moves on where? This is a question that consigns 
itself to redundancy, because the answer, or 
response, is real (micro-social or security) space. 
It is not a pronouncement, or a serious anti- 
pronouncement, whether about space, society, or 
indeed any other topic whatsoever, but a space 
program. Its destination is the occurrence, caught 
before it can withdraw itself into the occulted 
stage-machinery of power. The hunt for meaning 
is not only to miss re-entry into security space, it 
is the principal way to miss it, the overwhelmingly 
dominant alternative to it, led by an interpretative 
chain of enthralling allusions away from the ‘here- 
and-now’ or occurrence, as it really works. 

Security space is where things take place. It 
cannot be occupied by alien things, because 
by being an object at all one complies with it 
(‘transcendentally’). Being —in taking place—has 
been pre-approved, or produced in security space 
format. If the essentials of this abstract-paranoid 
or ‘Foucauldian’ analysis are accepted, it follows 
that the ‘enemies of society’'’—once they have 
acquired visibility — are predetermined for a role 
of regime confirmation, rather than disruption. 
There are no transgressive figures. Resistance, once 
dramatized, is a sub-routine of the security space 


apparatus. Normal procedures reign.'° 











Art has nothing to say about power that matters. 





Once this abstract-paranoid thesis is fully digested, 
| an experimental space program can begin. 

| The art world in general—and gallery space in 

| particular— does not articulate with power through 
affirmative or oppositional representation, but 
through its embeddedness within a regnant security 
space in which the production of objectivity occurs 
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(things can take place). Within this real context, 
the ‘political’ position of the gallery is radically 


shifted. Rather than acquiring moral authority from 


its marginality and detachment, it re-discovers a 


special complicity with security space, indicated by 


its privileged relation to the social production of 


exemplary objects. This intimacy can be formulated 


as an interconnected series of sub-ideological, 
driving questions: What can appear? What can 
an object be? What can be shown, and seen? 
More reflexively, the art institution is propelled 
by practical considerations to ask: How does 
‘something’ come to be an object? This final 
question already tends towards realization in an 
experiment with the base-mechanics of power. 

Prisons, schools, hospitals — Foucault details the 
operation of power, in every case, as exhibition. 
“Discourses, Institutions, Buildings, Laws, Police 
Measures, Philosophical Propositions, and So On" 
are shows— engaged in the quiet art of normal 
procedures. Their works are the content of social 
reality. It is this broad continuity between art and 
power that Einarsson investigates with singular 
clarity. 

We can see that what occurs within the gallery 
is not detached and critical, but embedded and 
exemplary. Through the gallery, the artist accesses 
an experimentally-plastic fragment of the social 





Our Rival The Rascal (Black 1), 2008 


There is inevitably a zone of transition, necessarily 
vague, where the split levels meet. At the level of 
security space, the topic of crowd control is never 
suspended, still less delegated to the bounded 
irresponsibility of art. A fight or a fire could break 
out. Precious objects could be broken or stolen. 
‘Random’ terror could strike. The gallery could 
become a death trap, almost entirely regardless of 
the exhibition installed there. To enter a gallery is 
not to exit from society, or to depart (in reality) from | 
security space. 

Einarsson neither advocates the incineration of 


the earth, nor does he run through an exhibition of 
his work, clothes and hair artfully aflame, screaming 
‘fire!’ in a panic-shattered voice. Nevertheless, it 

is between these two possibilities, where levels 
collide, that the Einarsson Zone is found. 
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Drug Lord, 2010 





the tacit—and wholly ‘liberated’ — understanding 
that it can be utilized to display the representation 
of anything (or nothing) whatsoever. Like a 

theater, it apparently splits. At one level, where 

its functional purpose is determined, specific 
art-world conventions rule, and anything can be 
said, because all signs have been de-activated in 
principle. Revolt! Riot! Fire! Thief! When effectively 
isolated from normal procedures, semiotic 
incitements can be quoted, but not employed. 

Art space, however, is not itself a representation, 
but rather a section. Security space continues to 
throb within it, as the social analog of zero-point 
energy. That an art exhibition advocates universal 
arson tells us nothing about what would occur if a 
visitor shouted ‘fire!’ in the same crowded gallery. 


Security space can seem as elusive as the Dao, 
but it is also radically—even ultimately — ordinary. 
It runs, continuously, without exceptional 
requirements. Simplicity is preferred, and sought, 
in uncontroversial objectives (‘public safety’), 
standard training, methods, equipment, and 
routines. Practicality is the stainless steel criterion. 
Ornamentation counts for nothing. 

An almost imperceptible nudge suffices to skew 
the modernist trajectory away from the sublime 
void announced by abstract expressionism, and 
into the austere grunge of security space. Pictorial 
surfaces become colorless, unyielding plates. 
Forms and materials are brutally functionalized. 
Images are economized and selected for pragmatic 
efficiency, on the model of public work signage and 
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Punishment, 2010 
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17 The title of this work is unusually expressive, because 


other administrative markings. Verbal expression 
is compressed, stripped of descriptive richness, 
reduced to parsimonious labels and instructions. 
The single work that most distinctly marks 
accession to the Einarsson Zone is But, What 
Ends When the Symbols Shatter (2009),'’ a set of 
uniform black-and-white traffic cones. There is no 
need for Einarsson to shriek ‘fire!’ when 
this work mutely states ‘traffic accident,’ 


itis taken from an album (and track) by UKNeofok  re-directing alarm to the same real place. 


band Death in June. As with the Stainless Steel (Fine) 
series, But, What Ends When the Symbols Shatter 


Gallery visitors encountering the work 


has been grunged down in production, hiding its are not dependent upon evocations of 


cast-bronze substance within a simulation of plastic 


administrative apparatus. 


ize 


highways, road-works, and automobile 
collisions—any such associations are 
strictly supplementary, and even merely 
decorative. The work cannot in fact be 
installed without really functioning as a piece 

of traffic control apparatus, segmenting space, 
directing flows, and operating upon the distribution 
of a population. In this respect, representation 

has no significance. The work includes graphic 
signs—simple stripes that identify the cones as 

a group (a functional unity) and which capture or 
emulate the marks of an administratively authorized 
spatial intervention. They say roughly ‘do not 
ignore’ or even simply ‘obey’ —in the name of 
public safety. They simulate something that has 
been pre-aesthetically minimalized, in order to 
relay instructions with the least possible complexity, 
ambiguity, or expense. 

These cones are telling you what to do. They 
don't need to pretend to be anything they're not, 
to tell you where you can go. In their functional 
essentials, they no more represent ‘real’ traffic 
cones than any group of traffic cones represents 
another group of traffic cones. There's nothing of 
any significance to be represented. The relevant 
semiotics is not representational, but instructive. 
Don't trip over me. Which ‘level’ does that 
belong to? It’s clearly an example of ‘quoted’ 
artistic communication — lifted with approximate 
exactitude from anonymous administrative 
authority — but it doesn’t work like a quote. There's 
nothing ironical about it. Ignore it, laugh at it, then 
trip over it, and that’s a traffic violation, right here- 
and-now, in security space. There wasn’t an exit 
ramp. Art space is still soace, and terrestrial space is 
already taken. 

Ceci n'est pas une pipe (This is not a pipe), René 
Magritte explained in his painting (of a pipe) La 
trahison des images (The Treachery of Images, 
1928-9). It was, after all, a painting, recessed tidily 
into the picture plane, as if absolving itself of all 





complicity in the reality of volume. It could be 
displayed anywhere, indifferent to its surroundings, 
folding attention back, endlessly, into itself. 
Representation has been in some way betrayed, 
more than once, but the tangle of treachery is 
subtle, and intricate. We have been told more 
than we should have been told, if we still want to 
pretend. 

Even to pretend— especially to 
pretend—remains continuous with normal 
procedures. Strategically guided by ‘scenario 
planning’, security space is regularly drilled. 
Anything that could happen is methodically 
integrated into its fabric. At the limit, were the 
worst to occur, it is fully evacuable, or (already) 
virtually depopulated. From the abstract-paranoid 
perspective, the persistence of population signals 
a contingent administrative decision: non-pursuit of 
the zero-option under present circumstances. The 
zero-option is nevertheless there, real (but virtual), 
drilled, prepared. In any number of potential 
emergencies, public safety might require the 
removal of the public, and someone has to think 
about that, rationally, methodically, and discreetly. 
How long would it take to get everybody out of 
here? 


Virtual administrative response, or social zero-point 
energy, is the reservoir in which we swim. 

We see what it tells us, not what it is. 

It wants only to keep us safe (it insists). 

Here it is, right now. 

Go ahead, touch it. 

This is not a drill. 





